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THE  illustrations  that  accompany  this  text  are  not  chosen  from 
the  whole  of  El  Greco's  work.  (1) 
For  the  greater  convenience  of  travellers  in  Spain  the  painter's 
chief  works  here  reproduced  are  still  to  be  found  in  the  various 
Museums  of  the  country,  in  the  churches  and  public  institutions  (2), 
vhere  the  greed  of  dealers  and  owners,  seconded  by  the  people's 
difference  concerning  its  artistic  patrimony,  has  not  yet  attacked 
hem. 

El  Greco's  name,  Domenicos  Theotocopoiilos  was  transformed 
in  Italy  and  Spain  into  Domenico  and  Dominico  Theotocopuli.  He 
signed  thus  on  legal  documents,  and  in  both  forms  on  his  pictures, 
but  in  Greek.  Ao(jn^VtXO^  0£OXOx6tcoI)Xoc;.  Occasionally  he 
used  abbreviations.  His  contemporaries  called  him  invariably  Do- 
minico Greco,  and  el  Griego. 

He  was  a  Cretan.  He  added  the  adjective  on  some  of  his  pictures: 
XpyjS?  ^^^  Cretan.  His  contemporary,  Paravicino,  affirms  on  several 
occasions:  Crete  gave  him  the  light  of  day,  and  Toledo  his  skill  with 
I  the  brush.  (Creta  le  did  la  vida  y  los  pinceles  Toledo). 


(1)  See  El  Greco,  by  M.  B.  Cossio.   With  193  illustrations.  Ma- 
drid. V.  Sudrez,  1908. 

(2)  Exception  is  made  of  the  Niuseum  and  Casa  del  Greco,  to 
which  special  volumes  in  this  collection  have  already  been  devoted. 


li^^In  1582,  summoned  before  the  Inquisition,  he  declared  himself  to 
be  «a  native  of  the  town  of  Candia».  Nothing  is  known  about  the 
years  he  spent  there,  and  in  Venice. 

In  1570,  Clovio  wrote:  «A  Cretan  youth,  Titian's  pupil,  has  arri- 
ved in  Rome...  his  painting  seems  remarkable  to  me».  The  date  of  his 
birth  may  be  placed,  therefore,  somewhere  about  1550.  Nothing  is 
known  of  the  reasons  or  the  manner  of  his  coming  to  Spain.  The  first 
indication  of  him  is  the  signature  and  date  on  the  Assumption  in 
Santo  Domingo  el  Antiguo  in  Toledo,  1577.  He  worked  in  Toledo 
from  that  time  onward  and  painted  for  Toledo  and  the  neighbouring 
places,  Madrid,  The  Escorial,  Illescas,  his  greatest  works.  Melo's 
assertion  (1657)  that  the  master  «went  to  Seville  driven  by  want  and 
the  persuasions  of  his  friends,  at  the  time  of  the  arrival  of  tlie 
fleet»,  finds  no  confirmation  in  any  of  el  Greco's  contemporaries, 
or  in  popular  tradition. 
'  He  lived  in  one  of  the  Marques  de  Villena's  larger  houses  where 
in  our  day  the  Paseo  del  Transito  lies.  The  remains  of  that  date, 
which  may  still  be  seen  in  the  buildings  that  bear  traditionally  the 
name  of  Villena,  are  the  Casa  del  Greco.  He  died  «at  an  advanced 
age»  in  April  1614. 

The  entry  in  the  registry  at  Santo  Tome  is  as  follows: 

Dominico  greco.  On  the  7th.  died  Dominico  greco  he  left  no  will. 
He  received  the  sacraments  was  interred  in  Santo  Domingo  el  anti- 
guo gave  tapers. 

«dominico  greco  En  siete  del  falescio  dominico  greco  no  hiso 

testam^^'  Recibio  los  sacram^^s.  enterrose  en 

Sto.  domingo  el  antiguo  dio  belas.y> 

When  dangerously  ill,  he  gave  power  to  draw  up  a  will  lo  <the 
said  Jorge  Manuel  my  son,  and  the  said  Dofia  Jeronima  de  las  C^ue- 
vas»  and  made  his  son  his  universal  heir.  He  nowhere  asserted  that 
the  lady  was  his  wife.  Jorge  Manuel  was  born  in  1578.  He  was 
a  painter,  sculptor  and  architect,  and  worked  with  his  father, 
carrying  out  those  of  his  paintings  which  he  left  undone. 

There  are  more  debts  than  dues  set  forth  in  the  will,  which 
confirms  that  the  burial  is  to  take  place  in  Santo  Domingo.  However 
in  1618,  Jorge  Manuel  undertook  to  remove  the  remains  if  the 
community  desired  him  to  do  so,  and  it  is  probable  that  the  request 
was  made  and  the  bones  were  transferred  in  1619,  to  a  place  of  rest 
granted  by  the  Monastery  of  San  Torquato.  Their  final  resting- 
place  is  not  known.  Nor  is  there  any  certainty  as  to  his  authentic 
portrait.  There  are  great  probabilities  in  favour  of  the  youth  in  the 
left  corner  of  the  Healing  of  the  Blind  (Parma)  and  the  two  repre- 


scntations  of  the  same  red-bearded  personage  who  looks  forth 
towards  the  spectator  in  the  San  Manricio  and  in  the  Entierro.  Se- 
nor  Beruete's  picture  of  an  old  man  (Un  anciano)  is  often  credited 
with  being  el  Greco's  portrait.  The  Painter  (El  Pintor)  in  the  Mu- 
seum at  Seville,  once  believed  to  be  his  own  likeness,  is,  not 
without  foundation,  described  as  that  of  his  son.  La  familia  (Widener 
Collection,  Philadelphia)  might  well  be  a  picture  of  his  own  family, 
judging  by  the  exceptionally  intimate  atmosphere  of  the  same. 
The  manner  and  technique  correspond  in  date  with  the  age  of  his 
daughter-in-law  Alfonsa,  her  mother  Catalina,  and  her  grandson 
I  Gabriel  de  los  Morales. 
—  The  short  references  of  his  contemporaries  to  El  Greco  give  the 
impression  of  a  peculiar  and  extraordinary  man.  Father  Siguenza 
wrote  of  him  thus,  and  in  their  laudatory  sonnets  Gongora  and  Pa- 
ravicino  also,  two  poets  who  through  an  artistic  affinity  with  him, 
understood  him  best  and  admired  him  most.  He  claimed  the  privilege 
of  exemption  from  the  payment  of  taxes  for  the  art  of  painting,  and 
successfully  supported  the  claim  aganist  the  taxgatherer  of  Illes- 
cas.  «He  was  extraordinary  in  all  things,  as  in  his  painting»  (Pache- 
co).  «Extravagant  in  his  ways».  «He  earned  many  ducats,  but  spent 
them  all  in  pompous  living,  and  even  kept  paid  musicians  to  play  to 
him,  that  he  might  enjoy  every  pleasure  while  he  ate»  (Jusepe  Mar- 
tinez). The  Inventory  of  his  worldly  goods  confirms  these  judgments. 
The  furniture  presents  a  contrast  with  the  24  fine  rooms  he  occupied; 
and  everything  seems  to  speak  of  a  rich  establishment  reduced  and 
decayed.  «E1  Greco  left  at  his  death  no  other  riches  except  200  unfi- 
nished pictures  by  his  own  hand»  (J.  Martinez).  The  Inventory  enu- 
merates 143.  «E1  Greco  showed  me  in  1611  a  cupboard  full  of  clay 
models  made  by  him  to  serve  him  in  his  work,  and,  a  marvel  beyond 
compare,  the  originals  of  every  picture  he  had  ever  painted  in  his 
life,  all  in  oils,  on  smaller  canvasses,  collected  together  in  a  hall 
which  his  son  showed  me  by  his  orders. »  (Pacheco).  They  are  set 
down  in  the  Inventory. 

El  Greco's  Library  confirms  the  impression  of  him  rendered  by 
the  sayings  of  his  contemporaries.  There  are  27  Greek  volumes. 
Homer,  Euripides,  Xenophon,  Aristotle,  Demosthenes,  Isocrates, 
iEsop,  Hippocrates,  Lucian,  Plutarch...  The  New  and  the  Old  Tes- 
tament, The  Fathers  of  the  Church.  67  Italian:  Petrarch,  Ariosto, 
Patrizzi,  the  neo-platonist  of  his  day;  he  drew  his  spiritual  being 
from  the  purest  founts  of  the  Renaissance.  A  «Treatise  on  paintings; 
19  books  on  Architecture;  and  only  17  works  in  the  vernacular, 
which  are  not  described.  We  cannot  know  what  books  ©1  Greco 


read  in  Castilian.  An  old  servant,  Maria  Gomez,  and  a  still  older 
man-servant,  Juan  Preboste,  surrounded  El  Greco  in  his  last  days; 
and  he  appears  to  us  an  infirm  and  solitary  old  man. 

Pacheco's  account  of  his  visit,  on  the  other  hand,  presents  him 
as  a  caustic  wit:  he  affirmed  «against  Aristotle  and  all  the  ancients» 
that  «painting  was  no  art,  and  colour  was  superior  to  drawing»,  in 
opposition  to  Michelangelo  of  whom  he  said  that  «he  was  a  good 
man,  but  he  could  not  paint. »  Pacheco's  scandalised  attitude  is 
easy  to  understand,  as  well  as  his  ingenuous  interpretation  of  El 
Greco's  obsession  about  colour,  and  the  technique  that  was  its 
logical  result.  «Who  will  believe  me  if  I  say  that  Dominico  Greco 
set  his  hand  to  his  canvases  many  and  many  times  over,  that  he 
worked  upon  them  again  and  again»,  writes  he,  «but  to  leave  the 
colours  crude  and  unblent  in  great  blots,  as  a  boatsful  display  of  his 
dexterity.  I  call  this  working  in  order  to  accomplish  little. »  Perhaps 
El  Greco  took  refuge  from  judgments  so  alien  to  him,  in  conversa- 
tions in  his  native  tongue  with  his  fellow-countrymen,  Diogenes 
Parramonlio  and  Constantino  Focas,  who  witnessed  his  will. 

There  are  few  paintings  by  El  Greco  in  Italy,  and  they  have 
been  attributed  to  other  hands.  Though  a  pupil  of  Titian,  Tintoretto 
and  the  Bassanos  had  a  greater  influence  over  him;  the  first  in  the 
drawing  and  modelling  of  the  figures,  in  his  sense  of  the  dramatic, 
in  the  coldness  of  his  colouring;  the  second  in  the  use  of  light  and 
shade. 

In  Rome  he  fell  under  the  influence  of  Michelangelo.  His  mas- 
ters, Titian,  Michelangelo  and  Clovio  are  represented  in  the  Clea- 
ring of  the  Temple,  (Yarborough  Collection,  London).  He  painted  a 
certain  number  of  miniatures  that  are  beginning  to  come  to  light.  It 
is  difficult  to  classify  his  work  as  of  the  Venitian  or  the  Roman 
period.  The  most  important  are  the  following:  The  Healing  of  the 
blind  (Dresden  and  Parma  Museums);  The  Annunciation  (Vienna 
Museum);  The  Clearing  of  the  Temple  (F.  Cook,  Richmond,  Lord 
Yarborough,  London);  The  Adoration  of  the  shepherds,  (Wi- 
Uumsen,  Copenhagen);  Portrait  of  Giulio  Clovio;  A  boy  blowing 
out  a  lighted  candle  (Naples  Museum).  A  genre  painting,  inspired 
by  the  last  named  picture,  and  the  Saint  Jerome  (National  Gallery, 
London),  are  also  Italian  subjects,  frequently  repeated  afterwards. 
The  Clearing  of  the  Temple  {Vrxck,  New  York),  shows  the  personality 
of  the  artist  in  the  first  affirmation  of  all  his  qualities;  it  cons- 
titutes the  link  between  the  Italian  and  the  Spanisli  periods,  and 
is  one  of  the  most  splendid  examples  of  his  work. 


At  the  time  when  El  Greco  reached  Toledo,  the  town  was  the 
centre  of  artistic  life  in  Spain.  Its  decadence  had  already  begun; 
and  painting  was  inferior  to  its  other  manifestations.  Italian 
painters  of  the  Roman  school  were  at  work  on  the  Escorial;  and  El 
Greco  must  have  eyed  them  and  their  inferior  local  brethren  with 
disdain. 

He  designed  the  retablo  and  its  sculpture  for  Santo  Domingo 
el  Antiguo,  and  painted  the  pictures.  In  the  centre  the  Assumption 
(Art  Institute,  Chicago)  dated  1577;  on  either  side  St  John  the  Bap- 
tist and  St,  John  the  Evangelist  (see  pi.  1);  above  these,  St,  Benedict 
and  St,  Bernard  (these  have  disappeared);  at  the  summit,  the  Trini- 
ty (pi.  2),  and  just  below  it  The  Sacred  Face  (pi.  37).  To  the  right  and 
left,  The  Resurrection  (pi.  3);  and  the  Adoration  of  the  Shepherds 
(pi.  4).  There  is  a  blend  in  all  of  Italian  influence  and  the  new  local 
atmosphere.  Technically,  they  mark  a  great  advance. 

In  1579  he  bestowed  on  the  Cathedral  the  painting  known  as  the 
Espolio  (Christ  on  Calvary)  (pi.  5),  the  most  dramatic  of  his  compo- 
sitions, where  the  idealist  inheritance  of  Italy  and  the  elements  of 
his  Spanish  manner  are  perfectly  harmonised:  centralised  action, 
atmosphere,  realism;  a  markedly  cold  scale  of  colour,  the  fores- 
shadowing  of  problems  of  light  and  colour.  The  Chapter  desired 
him  to  eliminate  the  holy  women,  because  the  Gospel  says  they 
stood  «^ad  longey>  and  the  soldiers  in  armour  because  they  «deprived 
the  Saviour  of  respect».  El  Greco  gave  way  only  when  he  was 
threatened  with  imprisonment,  however  they  were  left  there  after 
all,  as  luck  would  have  it.  The  picture  was  intended  for  a  retablo, 
since  disappeared,  which  was  not  begun  until  1585,  and  to  which  the 
group  on  wood,  of  The  Virgin  investing  St.  Ildefonso  with  the  chasu- 
ble (pi.  6)  also  belonged. 

In  1580  Philip  II  commissioned  him  to  paint  the  St.  Maurice 
(pi.  7)  Father  SigUenza  speaking  of  this  picture  in  1605  expressed 
himself  thus:  «It  did  not  satisfy  his  Majesty  and  this  is  saying  little, 
because  it  pleased  hardly  any  one,  although  they  say  it  is  painted 
with  great  art  and  its  author  is  a  very  competent  man,  and 
that  fine  things  have  been  painted  by  his  hand».  The  place 
occupied  by  el  Greco  in  the  mind  of  the  public  may  be  clearly  seen, 
alike  to  the  position  of  every  artist  out  of  tune  with  his  own  times. 
He  was  admired  by  a  small  minority,  who  succeded  in  getting  kirn 
recognition  in  virtue  of  his  merits;  ignored  by  the  great  majority 
who  receives  only  consecrated  reputations.  He  lavished  all  his  art 
on  the  painting  of  the  St.  Maurice,  in  the  hope  that  the  doors  of  the 
Escorial  might  be  opened  to  him;  but  the  King  did  not  care  to  have 


it  placed  over  the  altar  for  which  it  was  ordered.  The  causes  of  this 
misfortune  must  be  sought  in  the  violent  contrast  between  the 
heroic  subject  of  the  picture  and  El  Greco's  strange  new  treatment 
of  it;  the  forceful  presentment  of  the  characters,  the  attitudes,  the 
use  of  the  nude  and  the  treatment  of  drapery;  the  cold  tonality  of 
the  picture,  and  the  fulness  of  its  open-air  effets.  This  painting 
illustrates  better  than  any  other  the  time  of  crisis  in  el  Greco's  art. 

The  small  Annunciation  and  the  St  Benedict  (pi.  8  and  9);  the 
St,  Sebastian  (pi.  10);  and  the  two  portraits  of  a  Man  with  his  hand 
to  his  breast,  and  the  Doctor  (pi.  11  and  12),  besides  the  small  Saint 
Francis  (Zuloaga  Collection,  Paris)  all  belong  to  this  first  period 
and  give  the  key  to  the  rest  of  his  work. 

The  Burial  of  the  Count  of  Orgaz  (pi.  5,  13  and  14)  is  the  most 
important  and  significant  of  El  Greco's  works;  and  it  is  also  the 
most  significant  and  penetrating  page  in  the  history  of  Spanish 
painting.  One  may  analise  the  bewilderment  it  arouses  by  its 
speaking  atmosphere  of  naturalness  and  intimacy;  its  lofty  idealism, 
its  spirit  of  place,  its  rousing  accent,  and  the  sobriety  of  its  cool 
tonalities.  The  subject  it  treats  is  a  mystic  tale,  familiar,  essentially 
of  the  place  where  it  was  painted,  —  Toledo.  Don  Gonzalo  Ruiz  de 
Toledo,  lord  of  Orgaz,  was  a  pious  gentleman,  professing  a  particu- 
lar devotion  to  St.  Augustin  and  St.  Stephen,  who  descended  from 
heaven  when  his  body  was  about  to  be  buried  in  that  very  church 
of  Santo  Tom6  which  he  rebuilt,  and  to  the  astonishment  of  the 
whole  conecruse  of  clergy  and  gentlemen,  laid  him  to  his  rest.  Pisa, 
(ApuntamientoSy  1612),  says:  «many  exalted  men  of  our  own  days  are 
drawn  here  to  the  life».  None  but  the  Covarrubias  and  Andres  Nu- 
nez, the  priest  of  Santo  Tome  who  won  his  case  against  the  town 
of  Orgaz,  because  it  had  neglected  to  carry  out  the  dispo- 
sitions of  its  Lord  for  the  benefit  of  the  church,  and  who  had  a 
graven  record  in  Latin  of  this  fact  set  up  here,  and  ordered  the  Bu- 
rial to  be  painted  in  1586,  have  as  yet  been  identified.  It  is  not 
known  why  El  Greco  placed  the  date  1578  beneath  his  signature. 
This  picture  reflects  the  true  spirit  of  the  race,  the  sadness  and  the 
mysticism  of  that  province  to  which  it  belongs;  like  the  Quixote,  it 
utters  a  protest  against  false  mannerisms,  and  voices  an  aspiration 
to  the  inexhaustible  poetry  hidden  in  the  events  of  every  day  life. 
The  price  of  the  picture  was  the  cause  of  an  action  at  law,  and  it 
was  valued  twice,  the  second  time  at  1400  ducats.  El  Greco  was 
given  twelve  hundred,  and  he  appealed  to  the  Pope;  a  compromise, 
however  was  arrived  at. 

The  altar  pieces  of  the  Colegio  de  Dona  Maria  de  Aragon  in 


Madrid,  1590;  of  the  Chapel  of  San  Jose  in  Toledo,  1597;  of  the  Hos- 
pital of  the  Caridad  in  Illescas,  1603,  are  three  successive  stages  in 
the  period  that  followed  the  Burial,  Something  of  the  melancholy 
that  characterises  it  is  retained  by  other  pictures,  painted  in 
the  same  technique,  such  as  the  first  Baptism  (pi.  15),  an  Annuncia- 
tion (pi.  16)  and  other  kindred  pictures,  the  Crucifixion  and  Re- 
surrection (pi,  17  and  18),  a  head  of  a  Hidalgo  (pi.  19).  A  chastened, 
tenderer  conception  is  illustrated  by  the  paintings  that  yet  remain 
in  the  Chapel  of  San  Jose,  scandalously  profaned  in  1907  when  the 
side  altars  were  torn  from  it  to  be  sold;  in  the  St.  Joseph,  the  Coro- 
nation of  the  Virgin  (pi.  20),  as  in  those  that  were  taken  away,  the 
St.  Martin,  the  Virgin  with  St.  Agnes  andSt.  Martina  (Widener  Collec- 
tion, (Philadelphia).  The  idealisation  of  humble,  familiar  scenes  and 
attitudes  is  yet  more  complete  and  thorough,  there  is  a  stronger  ten- 
dency to  use  few  figures,  vigourously  rendered;  they  are  painted  in  a 
smoother,  finer  technique;  their  colouring  is  almost  silvery,  the  half- 
tones are  blended  in  fine  soft  greys,  the  whole  tonality  turns  to  car- 
mine. The  same  characteristics  may  be  observed  in  the  St  Ildefonso 
at  Illescas,  (pi.  21)  which  is  the  splendid  close  of  the  phase.  Within  this 
period  may  be  placed  the  St.  Joseph  and  the  Holy  Family  (pi.  22  and 
23);  The  Veronica  (pi.  24);  Philip  IPs  dream,  St.  Eugene,  St.  Peter 
and  St.  Francis  (pi.  25,  26,  27  and  28);  the  Virgin,  the  Holy  Family, 
Jesus  with  the  Cross  and  St.  Anthony  (pi.  29,  30,  31  and  32),  and  the 
portraits  of  Rodrigo  Vazquez^  and  a  Gentleman  (33  and  34).  His  most 
splendid  portrait,  that  of  the  Inquisitor  Nino  de  Guevara  (Have- 
meyer  Collection,  New  York),  belongs  to  this  period. 

The  closing  period  is  characterised  by  the  intensification  of  all 
his  qualities.  The  pursuit  of  a  dynamic  quality  of  expression  seems 
to  obsess  him.  The  first  work  belonging  to  this  phase  is  the  Saint 
Bernardine,  1603  (Museo  del  Greco),  the  last  is  the  Baptism,  at  the 
Hospital  of  Tavera,  which  was  left  unfinished.  The  most  perfect 
example  is  the  Assumption  in  San  Vicente,  (pi.  35),  during  this 
period,  to  which  the  Conception  (pi.  36),  the  Adoration  of  the 
Shepherds,  1612  (pi.  37)  also  belong.  The  following  must  also  be 
included:  The  two  St.  Johns  (pi.  38),  the  Annunciation  (pi.  39),  Saint 
Dominic  (p\.  ^0)y  St.  Francis  (pi.  41  and  42),  the  Pentecost  {p\.  43) , 
the  three  Portraits  of  Gentlemen  (pi.  44,  45  and  46),  the  Portrait  of 
a  Painter  (pi.  47),  one  of  Cardenal  Tavera  (pi.  48),  the  most  original 
Laocoon  (Munich  Museum),  the  View  of  Toledo  (Museo  del  Greco),  - 
and  the  famous  portrait  of  Fray  Hortensio  Pelix  Paravicino,  1609, 
(Boston  Museum). 

The  evolution  of  his  art  may  be  studied  in  the  series  of  paintings 


representing  St  Francis,  whom  he  made,  as  it  were,  his  special 
property,  and  in  the  series  of  portraits.  He  anticipated  the  painting 
of  landscapes  without  figures  (Havemeyer  Collection,  New  York). 
He  was  an  architect,  and  a  sculptor  in  wood,  «he  gave  a  soul  to 
wood»  (Qongora),  though  he  subordinated  this  art  and  used  it  as 
mere  ornament  for  his  canvases. 

Only  one  of  his  drawings  has  come  down  to  us  (Biblioteca  Na- 
cional,  Madrid).  Astor  engraved  his  paintings.  His  pupils,  Jorge 
Manuel,  Maino,  Tristan,  were  not  his  worthy  successors.  Velazquez 
quietly  took  as  much  as  he  could  from  him.  The  singular  quality  of 
his  art  gave  birth  to  two  legends  concerning  him;  one,  more  erudite, 
that  he  adopted  his  own  peculiar  style  to  avoid  being  confused  with 
Titian,  the  other,  the  more  vulgar,  which  looks  as  if  it  were  about 
to  take  fresh  life  in  a  scientific  disguise,  that  he  was  mad.  Some 
people  are  now  talking  of  chronic  mental  derangement;  others  of 
astygmatism. 

Empty  and  useless  are  the  attempts  to  explain  his  art;  it  will 
remain  the  most  purely  genial  and  complete  effort  ever  made  to 
transfuse  life,  with  its  dynamic  force,  its  power  to  move,  into  a 
painted  canvas.  His  work  has  in  a  sense  a  leavening  quality.  He 
symbolises  the  triumph  of  individuality.  He  was  the  prophet  of  every 
rebirth  of  individualism,  and  a  restless  rebellious  age  will  ever  be 
the  readiest  not  merely  to  understand  and  to  excuse  him  but  to 
grant  the  full  meed  of  admiration  to  the  real  Greco,  to  the  Greco 
who  was  a  source  of  scandal,  to  the  Greco  whom  men  called  mad. 

M.  B.  Cossfo. 
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EL  GRECO 


LAS  laminas  a  que  aconipana  esta  noticia,  no  estan  escogidas  de 
entre  toda  la  obra  del  Greco.  (1)  En  servicio  del  viajero  por 
Espana,  reproducense  solo  los  principales  cuadros  del  pintor,  que 
quedan  todavia  en  los  Museos  del  pais  (2)  y  en  las  iglesias  y  funda- 
ciones  piiblicas,  a  donde  aiin  no  ha  llegado  la  codicia  de  mercaderes 
y  patronos,  amparados  en  la  indiferencia  del  pueblo  hacia  su  patri- 
monio  artistico. 

El  nombre  del  Greco,  Domenicos  Theotocopoulos  se  transform6 
en  Italia  y  en  Espana  en  Domenico  y  Dominico  Theotocopuli.  Asi 
firma  los  documentos.  Y  de  ambos  modos,  los  cuadros,  pero  en 
griego:  AojXigvCXO^  OsoxOXOTTOuXog.  A  veces,  en  abrevia- 
tura.  Sus  contemporaneos  le  llaman  siempre  Dominico  Greco  y  el 
Griego. 

Era  de  Creta.  Lo  anade  en  algunos  de  sus  cuadros:  xp"]^!;, 
cretense.  Su  contemporaneo  Paravicino  lo  dijo  varias  veces:  «  Creta 
le  di6  la  vida  y  los  pinceles  Toledo.. .» 

En  1582  declara  ante  la  Inquisici6n  ser  «natural  de  la  ciudad  de 
Candia.»  Nada  se  sabe  de  su  estancia  alii  ni  en  Venecia. 

En  1570  Clovio  escribe  que  «ha  llegado  a  Roma  un  joven  candio- 
ta  discipulo  de  Tiziano  que...  pareceme  extraordinario  en  la  pintu- 
ra.»  Naceria,  por  tanto,  hacia  1550.  No  se  sabe  como  vino  a  Espana. 

(1)  V,  El  Greco  por  M,  B.  Cossio,  Con  193  laminas.  Madrid. 
V.  Sudrez.  1908. 

(2)  Excepto  el  Museo  y  Casa  del  Greco,  por  tener  ya  voltimenes 
especiales  en  esta  Coleccidn, 
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La  p^rimera  noticia  de  el  es  la  firma  y  fecha  de  1577  en  la  Asuncion 
de  Santo  Domingo  el  Antiguo,  de  Toledo.  Alii  trabajo  desde  enton- 
ces;  y  para  Toledo  y  sus  cercanias,  Madrid,  Escorial,  Illescas,  pinto 
sus  grandes  obras.  La  cita  de  Melo  (1657)  de  que  «persuadido  por  el 
hambre  y  por  los  amigos  se  fue  a  Sevilla  en  tiempo  de  flota»  no  se 
halla  confirmada  por  la  tradicion  popular  ni  por  los  contempora- 
neos. 

Habito  en  las  casas  principales  del  Marques  de  Villena,  hoy  pa- 
seo  del  Transito.  El  resto  de  aquella  epoca,  en  los  solares  llamados 
tradicionalmente  de  Villena,  es  la  Casa  del  Greco.  Murio  de  «avan- 
zada  edad»,  en  Abril  de  1614. 

La  partida  en  Santo  Tome  dice: 

«dominico  greco  En  siete  del  folescio  dominico  greco  no  hizo 

testamf^'  Recibio  los  sacramtos.  enterrosse  en 

Sto  domingo  el  antiguo  dio  belas.y> 

Gravemente  enfermo,  dio  poder  para  testar  y  dejandole  por  su 
heredero  universal  «a  el  dicho  Jorge  Manuel  mi  hijo  y  de  la  dicha 
Donajeronima  de  las  Cuevas.»  De  esta  nunca  dice  que  fuese  su 
mujer.  Jorge  Manuel  nacio  en  1578.  Fue  pintor,  escultor  y  arquitec- 
to,  y  trabajo  con  su  padre,  encargandose  de  las  obras  que  este  dejo 
empezadas. 

El  testamento  declara  mas  deudas  que  creditos  y  confirma  su 
entierro  en  Santo  Domingo.  Pero,  en  1618,  Jorge  Manuel  se  obliga 
a  sacar  los  huesos  cuando  el  convento  se  lo  pidiese,  y  es  probable 
que  lo  hiciera,  llevandolos  al  enterramiento  que  le  concedio,  en  1619, 
el  Monasterio  de  San  Torcuato.  No  se  sabe,  pues,  donde  se  hallan 
los  restos  del  Greco.  Tampoco  cual  es  su  retrato.  Ofrecen  gran  pro- 
babilidad  de  serlo  el  joven  en  el  angulo  izquierdo  de  La  Curacion 
del  Ciego  (Parma),  y  las  dos  representaciones  de  un  mismo  perso- 
naje  de  barba  rubia,  que  en  el  San  Mauricio  y  en  el  Entierro  apare- 
cen  mirando  al  espectador.  Como  retrato  suyo  circula  el  de  Un  An- 
ciano,  del  Sr.  Beruete.  El  Pintor  (Museo,  Sevilla),  que  antes  se 
crey6  su  retrato,  se  dice  ahora,  sin  base,  ser  el  de  su  hijo.  La  Cami- 
lla (Widener,  Filadelfia),  por  su  excepcional  intimidad,podn'a  ser  la 
suya.  La  tecnica  corresponde  con  las  edades  de  su  nuera,  Alfonsa,  su 
consuegra,  Catalina  y  su  nieto,  Gabriel  de  los  Morales. 

Las  breves  noticias  de  sus  contemporaneos  dejan  la  impresi6n 
de  ser  un  hombre  extraordinario  y  original.  Asi,  el  P.  Sigiienzaylos 
laudatorios  sonetos  de  Gongora  y  Paravicino,  los  dos  poetas  que, 
por  analogia  artistica,  mas  le  comprendieron  y  admiraron.  Fue  el 
primero  en  defender  por  si  mismo  la  exencion  de  tributo  del  arte  de 
la  pintura  contra  el  alcabalero  de  Illescas  y  obtuvo  ««ntencia  favo- 

14 


rable.  «En  todo  fue  singular,  como  en  la  pintura».  (Pacheco).  <<De 
extravagante  condici6n».  «Gan6  muchos  ducados,  mas  los  gastaba 
en  demasiada  ostentacion  de  su  casa,  hasta  tener  mtisicos  asalaria- 
dos  para  cuando  comia  gozar  de  toda  delicia».  (Jusepe  Martinez). 
El  Inventario  de  sus  bienes  completa  estos  juicios.  El  ajuar  contras- 
ta  con  los  24  mejores  aposentos  que  ocupaba;  y  todo  da  la  impresion 
de  casa  rica  venida  a  menos.  «La  riqueza  que  el  Greco  dejaba  al 
morir  no  fue  mas  que  200  cuadros  principiados  de  su  mano».  (J.  Mar- 
tinez). 143  enumera  el  inventario.  «Dominico  Greco  me  mostro  el 
Hfio  1611  una  alacena  de  modelos  de  barro  de  su  inano  para  valerse 
de  ellos  en  sus  obras,  y  lo  que  excede  de  toda  admiracidn,  los  ori- 
ginales  de  todo  cuanto  habia  pintado  en  su  vida,  pintados  al  61eo, 
en  lienzos  mas  pequenos  en  una  cuadra  que  por  su  mandato  me 
mostrd  su  hijo».  (Pacheco).  Inventariados  aparecen. 

La  Biblioteca  del  Greco  confirma  la  idea  formada  de  su  perso- 
nalidad  por  las  frases  de  sus  contemporaneos.  27  obras  griegas: 
Homero,  Euripides,  Xenofonte,  Arist6teles,  Dem6stenes,  Is6crates, 
Esopo,  Hipocrates,  Luciano,  Plutarco...  el  Viejo  y  el  Nuevo  Testa- 
mento,  los  Santos  Padres.  67  italianas:  Petrarca,  Ariosto,  Patrizzi, 
el  neo  plat6nico  de  su  epoca.  Las  fuentes  de  su  formaci6n  espiritual 
son,  por  tanto,  las  mas  puras  del  Renacimiento.  Un  «Tratado  de  la 
pintura»;  19  libros  de  Arquitectura;  y  solo  17  obras  en  romance,  que 
no  se  describen.  No  se  sabe  lo  que  el  Greco  leyo  en  castellano.  Con 
una  vieja  criada,  Marfa  G6mez,  y  un  mas  viejo  criado,  Juan  Prebos- 
te,  el  Greco  achacoso  de  los  liltimos  dias  hace  la  impresidn  de  un 
solitario.  De  espiritual  humorista  deja  el  sabor  la  visita  de  Pacheco 
en  1611,  oyendole  afirmar  «contra  Aristoteles  y  todos  los  antiguo8» 
que  «la  pintura  no  es  arte»  y  que  «el  colorido  es  superior  al  dibujo», 
contra  Miguel  Angel,  de  quien  decia  «que  era  un  buen  hombre,  pero 
que  no  supo  pintar».  Comprendese  el  escandalo  de  Pacheco  y  su  in- 
genua  interpretaci6n  de  las  obsesiones  coloristas  del  Greco  y  con- 
siguiente  tecnica.  «Porque,  iquien  creera  —  dice  —  que  Dominico 
Greco  trajera  sus  pinturas  muchas  veces  a  la  mano  y  las  retocase 
una  y  otra  vez  para  dejar  los  colores  distintos  y  desunidos  y  dar 
aquellos  crueles  borrones  para  afectar  valentfa?  A  esto  llamo  yo 
trabajar  para  ser  pobre».  El  Greco  se  refugiaria  entonces  nostdlgi- 
camente  a  conversar  en  su  lengua  nativa  con  sus  paisanos  los  Di6- 
genes  Parramonlio  y  los  Constantino  Focas,  que  fueron  testigos  de 
su  testamento. 

Las  obras  del  Greco  en  Italia  son  escasas  y  eran  atribufdas  a 
otros  pintores.  Aunque  discipulo  de  Tiziano  influyeron  mas  en  el 


Tintoretto,  por  el  dramatismo,  el  modulo  y  dibujo  de  las  figuras  y 
las  tonalidades  frfas;  y  los  Bassanos,  por  las  luces  y  sombras. 

En  Roma  experimento  el  influjo  de  Miguel  Angel.  En  la  Expul- 
sion de  los  Mercaderes  (Yarborough,  Londres),  retrata  a  sus  maes- 
tros:  Tiziano,  Miguel  Angel,  Clovio.  Porque  tambien  pinto  miniatu- 
ras,  que  empiezan  a  conocerse.  Es  dificil  clasificar  sus  obras  en 
venecianas  y  romanas.  Las  principales  son:  Curacion  delCiego  (Mu- 
seos  deDresde  y  Parma);  Anunciacion  (Museo  de  Viena);  Expulsion 
de  los  Mercaderes  (F.  Cook,  Richmond;  Lord  Yarborough,  Londres); 
Adoracion  de  Pastores  ( Willumsen,  Copenhague);  Retrato  de  Clovio; 
Muchacho  soplando  (Museo  de  Napoles).  La  Escena  de  genero, 
inspirada  en  el  ultimo,  y  el  San  Jeronimo  (Galena  Nacional,  Lon- 
dres) son  tambien  temas  italianos,  muy  repetidos  luego.  La  Expul- 
sion de  los  Mercaderes  (Frick,  Nueva  York)  representa  la  primera 
afirmacion  de  la  personalidad  del  artista  en  todas  sus  cualidades; 
sirve  de  enlace  entre  sus  epocas  italiana  y  espafiola,  y  es  uno  de  los 
ejemplares  mas  esplendidos  de  toda  su  obra. 

Toledo,  al  llegar  el  Greco,  era  el  foco  del  arte  en  Espafia.  Se 
iniciaba  su  decadencia.  La  pintura  era  inferior  a  las  otras  manifes- 
taciones.  En  El  Escorial  trabajaban  los  romanistas  italianos,  y  a 
ellos,  como  a  los  insignificantes  pintores  locales,  tuvo  que  mirar 
con  desden  El  Greco. 

Dio  la  traza  para  el  Retablo  y  Esculturas  de  Santo  Domingo  el 
antiguo,  y  pint6  los  cuadros.  En  el  centro,  la  Asuncion  (Art  Institut, 
Chicago)  fechada  en  1577;  a  los  lados  San  Juan  Bautista  y  San  Juan 
Evangelista  (lam.  1);  sobre  estos,  San  Benito  y  San  Bernardo  (des- 
aparecidos);  en  el  atico,  la  Trinidad  (lam.  2)  y  bajo  ella,  la  Santa 
Faz  (lam.  37).  En  el  lateral  de  la  epi'stola,  la  Resurreccidn  (lam.  3);  y 
en  el  del  evangelio  la  Adoracion  de  Pastores  (lam.  4).  Alternativa 
en  todos  de  italianismo  y  nuevo  ambiente  local.  Gran  progreso  tec- 
nico. 

En  1579  entrega  a  la  Catedral  el  Espolio  (lam.  5),  su  composi- 
cion  mas  dramatica,  donde  aparecen  en  perfecta  armonia  la  heren- 
cia  idealista  italiana  y  los  factores  de  su  proceso  espanol:  concen- 
tracion  del  asunto,  intimismo,  actualidad,  acentuada  gama  fria, 
anticipaciones  de  los  problemas  de  luz  y  colorido.  El  Cabildo  quiso 
que  borrase  las  Marias,  porque  el  Evangelio  dice  que  estaban  «ad 
longe»,  y  las  celadas,  porque  «desautorizaban  a  Cristo».  Se  avino  a 
hacerlo  solo  ante  la  amenaza  de  ir  a  la  carcel,  pero,  por  fortuna, 
alli  quedaron.  Hasta  1585  no  construy6  el  retablo,  desaparecido, 
para  este  lienzo,  y  al  que  pertenece  el  grupo  en  madera  de  La  Vir- 
gen  echando  la  casulla  a  San  Ildefonso  (l^m.  6). 


En  1580  ya  le  habia  encargado  Felipe  II  el  San  Mauricio,  (Idmi- 
na  7)  del  cual  el  P.  Siglienza  en  1605  dice:  «no  le  contento  a  Su  Ma- 
gestad  (no  es  mucho)  porque  contenta  a  pocos,  aunque  dizen  es  de 
mucho  arte,  y  que  su  autor  sabe  mucho  y  se  ven  cosas  excelentes 
de  su  mano».  Claramente  se  ve  la  relaci6n  del  Greco  con  el  publico, 
identica  a  la  de  todos  los  artistas  como  el,  disonantes.  Admirado 
solo  de  una  minon'a,  que  lo  va  imponiendo  por  su  merito;  descono- 
cido  este  por  la  mayoria,  que  solo  vive  de  lo  consagrado.  Aplic6  al 
San  Mauricio  todo  su  arte,  esperando  que  le  abriera  las  puertas  del 
Escorial,  pero  el  rey  no  quiso  ponerlo  en  el  altar  para  que  fu6  en- 
cargado. El  fracaso  procede  del  vtolento  contraste  entre  el  asunto 
heroico  y  el  nuevo  extraiio  modo  de  tratarlo;  del  pronunciado  acento 
de  caracteres,  actitudes,  desnudo  y  ropajes;  de  la  frialdad  de  color 
y  de  la  plenitud  de  la  luz  al  aire  libre.  Representa  este  cuadro,  me- 
jor  que  ningiin  otro,  la  crisis  pictorica  del  Greco. 

A  este  primer  periodo  corresponden  la  pequefia  Anunciacidn  y 
el  San  Benito  (lams.  8  y  9);  el  San  Sebastian  (lam.  10);  y  los  retratos 
del  Caballero  con  la  mano  alpecho,  y  del  Medico  (lams.  1 1  y  12),  asi 
como  el  pequeno  San  Francisco,  (Pan's,  Zuloaga)  que  abre  la  serie 
de  todos  los  que  hizo. 

El  Entierro  del  Conde  de  Orgaz  (lams.  13  y  14)  es  la  obra  m^s 
significativa  y  de  mayor  alcance  del  Greco,  asi  como  la  pagina  mas 
sustancial  y  penetrante  de  la  pintura  espafiola.  Sorprende  por  la 
conjuncion  de  intimidad  naturalista,  exaltado  idealismo,  ambiente 
local,  acento  dinamico  y  sobriedad  de  frfas  entonaciones.  El  argu- 
mento  es  una  leyenda  mistica,  familiar,  netamente  toledana.  Don 

'^  Gonzalo    Ruiz  de  Toledo 

O  gS  p,  ^  kA -l^/n/-   r^       ^A  if\        Seiior  de  Orgaz  fue  un  va- 

^'COyir/^Oj      liCO^        r6npiadoso,devotodeSan 

V         ^    J'  ^  Agustin y San Esteban, los 

O^O^iC     Itnrr)]  rf  cuales,  cuando  iba  a  ser 

^^^^^ii     cVf^i  Y  enterrado  en  aquel  mismo 

Santo  Tome,  que   el  ree- 

UL    \3  0  H.  difico,  bajan   del   cielo  y 

^  ^  con  asombro  de  la  clerecia 

y  de  los  caballeros  asis- 

FiRMA  DEL  GRECO  EN  EL  tentes,  lo  llevau  al  sepul- 

«ENTiERRo  DEL  CONDE  DE  0RGAZ»  ^ro.  Pisa  (Apuntamicntos, 

1612),  dice  que  estdn  «alli 
retratados  muy  al  vivo  muchos  insignes  varones  de  nuestros  tiem- 
pos».  No  hay  identificados  mds  que  los  Covarrubias  y  Andres  Niifiez, 
el  cura  de  Santo  Tom^,  que  gan6  pleito  contra  la  villa  de  Orgaz, 
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porque  descuidaba  cumplir  el  testaniento  de  su  Seftor  en  beneficio 
de  la  iglesia,  mando  poner  la  inscripcion  latina  recordandolo,  y 
pintar  el  Bntlerro  en  1586.  No  se  sabe  por  que  pondria  el  Greco,  de- 
bajo  de  su  firma,  1578.  Refleja  este  cuadro  el  espiritu  de  la  raza,  la 
tristeza  y  el  misticismo  regionales,  y  representa,  como  el  Quijote, 
la  protesta  contra  todo  falso  manerismo  y  la  vuelta  a  la  inagotable 
poesia  de  la  realidad  y  de  la  vida  diaria.  Por  el  precio  hubo  pleito  y 
dos  tasaciones,  la  segunda,  en  1.400  ducados.  Dieronle  1.200,  y  acu- 
dio  en  apelaci6n  al  Papa,  pero  hubo  avenencia. 

Los  altares  del  Colegio  de  Dona  Maria  de  Aragon,  en  Madrid, 
1590;  de  la  Capilla  de  San  Jose,  en  Toledo,  1597;  y  del  Hospital  de  la 
Caridad,  en  Illescas,  1603,  forman  los  jalones  del  periodo  posterior 
al  Entierro.  Conservan  todavia,  en  cierto  modo,  su  acento  melanco- 
lico  y  su  misma  tecnica  los  cuadros  del  primero:  Baudsmo  (lam.  15), 
Anunciacion  (lam.  16)  y  sus  congeneres:  Crucifixion  y  Resurrec- 
cion  (lams.  17  y  18),  asf  como  la  cabeza  de  un  Hidalgo  (lam.  19).  En 
los  de  la  Capilla  toledana,  escandalosamente  profanada  en  1907  con 
el  arranque  y  venta  de  sus  altares  laterales,  San  Martin  y  la  Virgen 
con  Santa  Ines  y  Santa  Martina  (Widener,  Filadelfia)  aparece,  lo 
mismo  que  en  los  que  todavia  permanecen  alii,  San  Jose,  Corona- 
cion  de  la  Virgen  (lam.  20),  una  eoncepcion  mas  tierna  y  sosegada. 
Se  acentua  el  idealism©  familiar,  y  la  tendencia  a  pocas  y  grandes 
figuras;  la  tecnica  se  hace  mas  facil  y  espontanea,  el  colorido  mas 
argentino,  medias  tintas  fundidas,  grises  finos,  y  entonacion  carmi- 
nosa.  Lo  mismo  ocurre  en  Illescas,  donde  el  San  lldefonso  (lam.  21) 
cierra  magnificamente  esta  fase.  Dentro  de  todo  este  periodo  caen 
el  San  Jose  y  la  Sagrada  Familia  (lams.  22  y  23);  la  Veronica  (lami- 
na 24);  el  Sueno  de  Felipe  II,  el  San  Eugenio,  el  San  Pedro  y  el  San 
Francisco  (lams.  25,  26,  27  y  28);  la  Virgen,  la  Sagrada  Familia  Je- 
sus con  la  Cruz  y  San  Antonio  (lams.  29,  30,  31  y  32),  y  los  retratos 
de  Rodrigo  Vazquez  y  de  un  Caballero  (lams.  33  y  34).  Su  m^s  es- 
plendido  Retrato,  el  del  Inquisidor  Nino  de  Guevara  (Havemeyer, 
Nueva  York)  es  tambien  de  esta  epoca. 

La  ultima  del  Greco  se  caracteriza  por  la  exaltacion  de  todas 
sus  cualidades.  El  puro  dinamismo  le  obsesiona.  Comienza  con  el 
San  Bernardino,  1603  (Museo  del  Greco)  y  acaba  con  el  Bautismo 
de  Tavera,  que  dejo  sin  terminar.  La  Asuncion,  de  San  Vicente,  (la- 
mina 35)  es  su  obra  mas  perfecta  de  este  tiempo.  A  el  corres- 
ponden  la  Concepcion  {\Am.  ZQ)  \?l  Adoracion  de  Pastores,  1612  (la- 
mina 37)  los  Santos  Juanes  (lam.  38),  la  Anunciacion  (lam.  39), 
Santo  Domingo  (lam.  40),  San  Franciscos  (lams.  41  y  42),  la  Pente- 
costes  (l^m.  43),  los  tres  Retratos  de  Caballero  (l^ms.  44,  45  y  46), 


cl  de  Un  Pintor  (lAm.  47),  el  del  Cardenal  lavera  (lam.  48),  el  origi- 
nalisimo  Laoconte  (Munich,  Museo),  la  Vista  de  Toledo  (Museo  del 
Greco)  y  el  famoso  retrato  de  Fray  Hortensio  F^lix  Paravicino, 
1609,  (Boston,  Museo). 

En  la  serie  de  San  Franciscos,  su  especialidad,  y  en  la  de  retra- 
tos,  como  pintor  de  almas,  puede  seguirse  la  evoluci6n  de  su  arte. 
Se  anticipo  al  paisaje  sin  figura  (Havemeyer,  Nueva  York).  Fue  ar- 
quitecto  y  escultor  en  madera,  «di6  espiritu  al  leno»  (Qongora), 
aunque  solo  como  ornato  de  sus  lienzos.  De  sus  dibujos,  solo  uno  se 
conoce,  (Biblioteca  Nacional).  Astor  grabo  sus  cuadros.  Sus  discf- 
pulos  Jorge  Manuel,  Maino,  Tristan  no  supieron  heredarle.  Velaz- 
quez recogio  de  el  calladamente  cuanto  pudo.  Su  extrafio  arte  en- 
gendr6  la  leyenda  erudita  del  cambio  de  estilo  por  no  confundirse 
con  Tiziano  y  la  vulgar  de  su  locura,  que  hoy  renace  con  aire  cien- 
tifico.  Unos  hablan  de  paranoia;  otros,  de  astigmatismo. 

Intentos  imitiles  y  vanos  para  explicar  su  arte,  que  quedara 
como  el  esfuerzo  mas  genial  y  logrado  para  trasmitir  al  lienzo  lo 
puro  dinamico,  la  fuerza  en  toda  su  vivacidad,  el  movimiento.  En 
este  sentido  es  el  Greco  un  barroco.  Simboliza  el  triunfo  de  la  indi- 
vidualidad.  Profeta  de  todo  renacimiento  idealista,  solo  epocas  in- 
quietas  y  rebeldes  son  las  propicias,  no  ya  para  comprenderle  y 
perdonarle,  sino  para  admirarle  plenamente:  al  verdadero  Greco,  al 
escandaloso,  al  loco. 

M.  B.  Cossfo. 
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San  Juan  Bautista  San  Juan  Evangelista 

Toledo:  S.  Domingo  el  Antiguo.  -  i.''  epoca.  iSyy  a  iSyg.  —  2,25X  o>7^ 


La  Thimdad 

Madrid:  Museo  del  Prado.  -  i.'  cpoca.  1577  a  i57u. 

3  X  1,79. 


La  Resurreccion 
Toledo:  Santo  Domingo  el  Antiguo.- i.'^  epoca.  iDjy  a  ibjg, 

I,QO  X   1^22. 


La  Adoracion  de  i.os  Pastores 
Toledo:  S.  Domingo  el  Antiguo.  -  i.*''  cpoca. 

I  577  a  1370.  —  1,00  X  1 522. 


El  Espolio 
Toledo:  Catedral.  -  i.^  epoca.  iSyy.  —  2,85  X  i»73- 


< 
< 


c 

"3 


San  Mauricio 

Escorial:  Salas  Capitulares.  -  i.^  epoca.  i58o  a  ]58_j.. 

4.44  X  3^02. 


La  Am  nciackW 
Madrid:  Musco  del  Prado.  -  i.^  cpoca.  i5~] 
fabla,  0,26  X  0,10. 


a  i58o. 


San  Benito 
Madrid:  Museo  del  Prado.-i.^  epoca.  iSyya  1584.-1,16X0,76. 


San  Skhastian 

l*alcncia:  Caicdral.  -  i  .•'^  epoca.  iSy;  a  ibH^. 

1.0  2  X  1.4^^- 


El  caballero  de  la  mano  al  pecho 

Madrid:  Museo  del  Prado.  -  i.^  epoca.  iSy;  a  1584. 

0,81  X  0,06. 


Un  mkdico 
Madrid:  Musco  del  Prado.  -  i/'»  epoca.  iSjy  a  1584.-0,03  X  0.70. 
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El  entierpo  del  conde  de  Orgaz 
Toledo:  Santo  Tome.  -  i586.  —  4,80  X  3»^o. 


r 
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El  Bautismo  de  Cristo 

Madrid:  Museo  del  Prado.-2.^  epoca. 

i586  a  1594.  —  3,5o  X  i?44- 


l6 


La  Anlnciacion 

\illanucva  y  (}eltru:  Museo  Balaguer.  -  2.''  epoca. 

i58o  a  I  504.  —  3,20  X  i.8("^. 


Cr:sto  en  la  Cruz 

Madrid:  Museo  del  Prado.  -  2/^  epoca.  i586  a  iSgj.. 

3,12  X  1^69. 


i8 


I. A  Rkslkkkccion 

.Madrid:  Musco  del  l^rado.  -  2.-^  cpoca. 

i58()  a  i5o4.  —  2,75  X  i-^7- 
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Desconocido 

Madrid:  .Museo  del  Prado.  -  2.^  epoca.  i58()  a  i5o4. 

0,46  X  o,43- 


X 

o 


o 

a 


o 
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San  Ildefonso 

lUescas:  Hospital  de  la  Caridad.  -  2.^  epoca. 

1600  a  1604.  —  1,85  X  ij02. 


/ 


San'  Josk 

'Toledo:  La  Alai;dalena.  -  2.^  cpoca.  iSu;  a  1604. 

1,13X0.58. 
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La  Sagrada  Familia 

Toledo-  Hospitalillo  de  Santa  Ana.  -  2/^  epoca. 

1 586  a  1604.  —  1,60  X  1.00. 
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La  Vkhc^mca 
Toledo:  Santa  I.eocadia.  -  2.'^  cpoca.  i58o  a  iSo;.  —  o,cSo  X  0.70. 


El  sueno  de  Felipe  II 
Escorial:  Salas  CapituIares.-2/''  epoca.  i586  a  1604. — 1,40  X  i^io 


San  Eugknio 

I-^scorial:  Sacristia.- 2,'''  cpoca.  iSoy  a  1004. 

2,22  X  i,o5. 
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San   Pedro 

Escorial:  Sacristia.  -  2.^  epoca.  i5q7  a  1604. 

2,07  X  i»o5. 


2« 


San  Francisco. 
Escorial:  Salas  Capitulares.  -  2."^  epoca.  i5S6  a  iSq;—  1,07  X  0,87 


29 


La  Virgen 
Madrid:  Museo  del  Prado.  -  2/'>  epoca.  1697  a  1604  —  0,53  X  0,40. 


30 


La  Sagraoa  Famii.ia 
Madrid:  .Museo  del  Prado.  -  2/''  cpoca.  iro;  a  1604. 

1.07  X  O, (')(). 


31 


Cristo  con  la  Cruz 

Madrid:  Museo  del  Prado.  -  2.^  epoca.  iSg;  a  1604. 

1,08  X  0,88. 
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San  Antonio  de  Padua 
Madrid:  Musco  del  Prado.  -  2.''^  epoca.  i58o  a  1004.  —  i,()-|.  X  ^^ 


33 


RoDRiGO  Vazquez 

Madrid:  Museo  del  Prado.  -  2.^  epoca.  iSgy  a  1604. 

0,02  X  0,42. 


64 


DEScoNocmo 
Madrid:  Musco  del  Prado.  -  2.''  epoca.  i5Sv>  a  i5u7 

0,60  X  0.55. 


3^ 


La  Asuncion 
Toledo:  San  Vicente.  -  Ultima  epoca.  1608  a  1O13. 

3,23  X  1,(37. 


36 


La  (">o.ncepci6n 

Toledo:  San  Roman.  -  I'ltima  cpoca. 

1604  a  I  614.  —  2.30  X  I'l^- 


37 


La  Adoracion  de  los  Pastores 
Toledo:  Santo  Domingo  el  Antiguo. 
Ultima  epoca.  1612.  —  3,00  X  i»8o. 


38 


Los  Santos  J lanes 

Toledo:  San  Juan  Hautista.  -  lltima  cpoca.  1604  a  1614. 

1. 00  X  <).^5. 
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La  Anunciacion 

Toledo:  San  Nicolas.  —  Ultima  epoca.  1604  a  16 14. 

1,1 1  X  0,64. 


Santo  Domingo 

Toledo:  San  Nicolas.  -  Ultima  cpoca.  1O04  a  1614. 

1. 10  X  o,('i5. 
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San  Francisco 

Toledo:  Colegio  de  Doncellas.  -  Ultima  epoca.  1604  a  1614. 

1,93  X  1.26. 
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San  Francisco 

^roledo:  Hospital  de  Tavera.  -  lltima  epoca.  lOoq  a  1614. 

1,00  X  ^^^5. 
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La  Pentecostes 

Madrid:  Museo  del  Prado.  -  Ultima  epoca. 

1604  a  1614.  —  2,75  X  i>27. 


44 


Dksconocido 
Madrid:  Museo  del  Prado.-  I'ltima  epoca.  1(104  a  16 14.-0,64  X  o-^i 


45 


Desconocido 
Madrid:  Museo  del  Prado.  -  Ultima  epoca.  1604  a  1614.— o,65  X  o>49- 


46 


Dhsconocido 

Madrid:  Museo  del  IM'ado.  -  lltinui  cpoca.  1004  a  1614. 

0,70  X  0.(12. 


47 


Un  pjntor 

Sevilla:  Museo  de  Pintura.  -  Ultima  epoca.  1604  a  16 14. 
0,81  X  o,5(). 


48 


El  C>ardenal  Tavera 

Toledo:  Hospital  de  Tavera.  -  Ultima  epoca.  lOoo  a  1614. 

1,10  X  o,8cS. 


ART  IN   SPAIN 

POPULAR   EDITIONS 


The  desire  to  make  the  Art  treasures  of  our  country 
n'^re  widely  known,  has  induced  us  to  publish  this 
Popular  Library  of  National  Art,  at  a  price  which  places 
it  within  reach  of  everyone. 

The  multiplicity  and  importance  of  these  Art  treas- 
ures is  such,  that  we  have  considered  it  a  duty,  to  make 
known  to  those  who  ignore  it,  that  our  country  is  one 
large  Museum,  so  rich  and  varied  in  its  contents,  that 
those  who  dedicate  themselves  to  its  study,  will  be 
richly  recompensed. 

In  proof  of  this  assertion,  we  have  commenced  the 
publication  of  this  series  of  small  volumes  which,  will 
contain,  together  with  a  brief  descriptive  letterpress,  a 
large  number  of  illustrations,  reproducing  the  most 
important  works  of  painters  and  sculptors  of  universal 
fame,  ancient  buildings,  and  all  that  may  be  seen  in 
Spanish  Museums,  illustrative  of  our  inheritance  of  Na- 
tional industrial  Arts. 

If  these  volumes  find  their  way  into  the  homes  of 
lovers  of  Art,  and  into  the  National  schools,  we  shall 
feel  that  we  have,  in  a  small  way,  contributed  towards 
the  increase  of  Artistic  education  in  our  country. 

Volumes  published: 

1 .  THE  CATHEDRAL  OF  BURGOS. 

2.  GUADALAJARA-ALCALA  DE  HENARES. 

3.  THE  HOUSE  OF  EL  GRECO. 

4.  THE  ROYAL  PALACE,  MADRID. 

5.  THE  ALHAMBRA. 

6.  VELAZQUEZ  IN  THE  PRADO  MUSEUM. 

7.  SEVILLE. 

8.  THE  MONASTERY  OF  S.  LORENZO  DEL  ESCORIAL 

9.  THE  MONASTERY  OF  GUADALUPE. 
10.  EL  GRECO. 

In  preparation: 

THE  MONASTERY  OF  POBLET.  —  THE  CATHEDRAL  OF 
SIGUEN2A.  -  TARRAGONA.  -  BARCELONA.  —  RIBERA. 


Reproduced,  Engraved  and 

Printed  by  Thomas 

Barcelona 
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